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Keywords 
Abstract 
Objectives: To explore if and how in the hands of the disenfranchised, social, cultural and 
(craft) human resources become creative tools of entrepreneurial resistance. 
 
Prior work: The disenfranchised entrepreneur is contextualised in a range of marginal 
settings, including rural peripherality, depleted urban communities, socio-economic 
exclusion, counter-cultural social movements, post-colonialism, or belonging to an ethnic 
minority. In such settings, economic capital is typically largely absent or hard to come by, 
and dominant institutional structures remain firmly closed to would-be entrepreneurs. 
Studies are starting to show that - in contrast to dominant market-capitalism rhetorics of the 
heroic entrepreneur  W that discourses, structures and practices of liberation are often 
developed by disenfranchised entrepreneurs, and especially through creative and craft 
entrepreneurship.  
 
Approach: This study explores three case studies of likely entrepreneurial resistance, all 
drawn from the same network of creative counter-cultural organizations in Athens: a tattoo 
parlour, a small chain of skate board shops, and a punk rock band. By selecting a sample 
drawn from the same community, analysis of the local context is enhanced. A mixture of 
qualitative research methods is used to gather rich longitudinal data, including semi-
structured interviews, analysis of the internet and social media artefacts generated by these 
entrepreneurs, and participant observation.  
 
Results: Participants were centred towards their own worlds, beyond the mainstream 
(which they largely ignored), and were almost entirely engaged with the creative excellence, 
emotion and community this generated.  
 
Implications: Marginality, the position of powerlessness, can be deployed as a resource 
permitting a special kind of liberated entrepreneurship. Not only recognizing the barriers 
around established institutions (with their norms, and structures of dominance) such 
entrepreneurship of resistance actually turns being beyond the barriers into a space of 
freedom, a space of play. 
 
Value: . Entrepreneurship,can act for the disenfranchised as a vehicle to enact  “ƚŚĞĐƌĞĂƚŝǀŝƚǇ
ŝŶǀŽůǀĞĚŝŶŵŽǀŝŶŐĂŵŽŶŐǀĂƌŝŽƵƐĐƵůƚƵƌĂůĨƌĂŵĞǁŽƌŬƐ ? ?ŚĂďŚĂ ? ? ? ? ? ? ? ? ? ?&ƌĞŶŬĞů ? ? ? ? ? ? 
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Creative entrepreneurship and resistance: 
ŽƵŶƚĞƌĐƵůƚƵƌĂůĞŶƚƌĞƉƌĞŶĞƵƌƐ ?discourses, structures and practices of liberation? 
 
Introduction 
This study presents data drawn from three case studies of creative entrepreneurship, all 
counter-cultural in nature, and outwith mainstream institutions. Beyond the margins of 
institutional power, these entrepreneurs nevertheless enact collaborative strategies which 
transform their very marginality into a resource for creativity. They serve as an instructive 
example as to how entrepreneurship from beyond institutional borders can ignore, subvert 
and resist mainstream field dominance. 
 
The Socio-Economic Field of Entrepreneurship 
Fields are ever re-constructed by the habitus-shaped practices of field members, as they 
strive to achieve power within the social structures that constitute the field. Power is gained 
and lost through strategies, and the conversion of four forms of capital. Simply put, 
economic capital includes money and material assets; social capital comprises relational 
networks; cultural capital combines (working) experience, education, and cultural artefacts; 
and symbolic capital  W the most valuable and powerful form  W is an expression of prestige 
and status (see Bourdieu, 1986, Pret et al, 2014, Firkin, 2003; Shaw et al., 2008). Conformity 
ƚŽƚŚĞƌƵůĞƐŽĨƚŚĞĨŝĞůĚ ?ƐŐĂŵĞ ?ĂƐĞŶĐŽĚĞĚĂŶd enacted through habitus), and commitment 
to the shared stakes of the game (illusio) are mainstream strategies by which members (and 
would-be members), with field-relevant capital can gain legitimacy, improve their field 
ƉŽƐŝƚŝŽŶ ?ĂŶĚĂĐŚŝĞǀĞƚŚĞĨŝĞůĚ ?Ɛillusio.  
 
Fields are nested, overlapping, imbricated with each other. For example, consider the socio-
ĞĐŽŶŽŵŝĐĨŝĞůĚƚŚĂƚǁĞĐŽŶƐƚƌƵĐƚĂƐ ‘ĞŶƚƌĞƉƌĞŶĞƵƌƐŚŝƉ ? ?dŚĞĨŝĞůĚŝƐĐŽŵƉŽƐĞĚŽĨƌĞůĂƚŝŽŶĂů
structures tying together a wide range of agents, who interact through these relationships, 
enacting entrepreneurship, and co-creating its meaning. Obvious field actors are 
entrepreneurs themselves, from new entrants to the field striving for legitimation, to well-
established serial entrepreneurs with positions of power and influence. Aspirant 
entrepreneurs are those who desire to play an active role in the field, to construct a place 
ĨŽƌƚŚĞŵƐĞůǀĞƐǁŝƚŚŝŶŝƚ ?ƚŚĞŶĞǁĐŽŵĞƌƐƐƚƌŝǀŝŶŐƚŽ “ďĞůŽŶŐ ? ?tĞƐĐŚŽůĂƌƐĂƌĞĂĐƚŝǀĞĂŐĞŶƚƐ
in this field, striving to achieve legitimacy for our propositions, to affect entrepreneurial 
ĂĐƚŝŽŶ ?ĂŶĚƚŽ ůĂǇďĂƌĞƚŚĞĨŝĞůĚ ?ƐƐƚƌƵĐƚƵƌĞƐ ?ŚĂďŝƚƵƐĂŶĚƉƌĂĐƚŝĐĞƐ ?dŚĞŵĞĚŝĂĂůƐŽƉůĂǇƐĂ
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role in co-creating, maintaining, and evolving the entrepreneurial field, as its representation 
of social discourse shapes perceptions of the entrepreneur, presents role models, and 
decries perceived anomalies and unacceptable practices. Equally, politicians and other policy 
makers are also active members of the entrepreneurship field, with their rhetoric and 
actions contributing to the construction of shared meanings, norms, and practices (habitus) 
of entrepreneurship.  
 
How would we describe the stakes that the field of entrepreneurship values, and strives for? 
What do the dominant voices tell us about what entrepreneurship means? Such a depiction 
would include some mention of the pursuit of individual success, as articulated through an 
innovative, high-growth, wealth-creating venture. It might also incorporate Schumpeterian 
notions of creative destruction, and more modern conceptualizations of the opportunity-
individual nexus. Here, too, we can expect to find the belief that the entrepreneur is the 
contemporary economic hero, whose hard work and ingenuity can wrest entire economies 
out of crisis and into the uplands of financial success (see, for example, Bourdieu, 2005, 10-
12; Rehn and Taalas, 2004, 236-239; Levy and Scully, 2007, 16-17; Jones and Spicer, 2005, 
Ogbor, 200, 605, Drakopoulou Dodd and Anderson, 2007). . These rhetorical characteristics 
have far-reaching political and social consequences:) summarizes these arguments as to the 
politicized socio-economic entrepreneurship field as follows: 
 
 “ĂƚƚƌĂĐƚŝŶŐ ĂŐĞŶƚƐ ĂŶĚ ƌĞƐŽƵƌĐĞƐ ƚŽ ŝƚƐ ƐǇŵďŽůƐ ŽĨ ŝĚĞĂůŝǌĞĚ ? ŝŶĚŝǀŝĚƵĂůŝƐƚŝĐ ? ƉĂƐƐŝŽŶĂƚĞ
discourse of the entrepreneur forms a nexus that serves to continually re-enact and renew 
ŚĞŐĞŵŽŶŝĐƉŽǁĞƌƐƚƌƵĐƚƵƌĞƐ  ?ĂŶĚĞŶƚƌĞƉƌĞŶĞƵƌƐŚŝƉƐĐŚŽůĂƌƐŚŝƉŚĂƐŽĨƚĞŶďĞĞŶĐŽŵƉůŝĐŝƚ
ŝŶƌĞŝĨǇŝŶŐĂŶĚŵǇƚŚŽůŽŐŝǌŝŶŐƚŚŝƐĚŝƐĐŽƵƌƐĞ ? ?ƌĂŬŽƉŽƵůŽƵŽĚĚ ? ? ? ? ? ? ? ? ? ? ? 
 
A significant element in tŚŝƐ ĚŝƐĐŽƵƌƐĞ ŝƐ ƚŚĞ ƉĂƚŚ ĨƌŽŵ ĞŶƚƌĞƉƌĞŶĞƵƌƐŚŝƉ ?Ɛ ŵĂƌŐŝŶƐ ƚŽ ŝƚƐ
ƉŝŶŶĂĐůĞƐ ? ĨƌŽŵ ŶĞǁĐŽŵĞƌ ĞŶƚƌĞƉƌĞŶĞƵƌ ƚŽ ƌĞĐŽŐŶŝǌĞĚ ĂŶĚ ƉŽǁĞƌĨƵů ĨŝĞůĚ  “ƉůĂǇĞƌ ? ? Ğ
ůĞƌĐƋ ĂŶĚ sŽƌŽŶŽǀ ĚĞƐĐƌŝďĞ ƚŚŝƐ ƚƌĂũĞĐƚŽƌǇ ĂƐ ĞŶĐŽŵƉĂƐƐŝŶŐ ďŽƚŚ  “ƐƚĂŶĚŝŶŐ ŽƵƚ ? ĂŶĚ
 “ĨŝƚƚŝŶŐ ŝŶ ? P  “ŶĞǁĐŽŵĞƌs are likely to enact the entrepreneurial habitus successfully to the 
extent that they are perceived as using processes and practices that appear to align with 
existing rules and norms, yet also produce results that are seen as novel and consistent with 
soĐŝĂůůǇĐŽŶƐƚƌƵĐƚĞĚŶŽƚŝŽŶƐŽĨŶŽǀĞůƚǇĂŶĚǁŽƌƚŚŝŶĞƐƐ ?  ? ? ? ? ? ?  ? ? ? ? ?dŚĞǇĂƌŐƵĞƚŚĂƚ ĨŝĞůĚ-
specific cultural capital, especially as developed through previous employment history, will 
ĨĂĐŝůŝƚĂƚĞ  “ĨŝƚƚŝŶŐ ŝŶ ? ǁŚŝůƐƚ ƐǇŵďŽůŝĐ ĐĂƉŝƚĂů ? ƐƵĐŚ ĂƐ  “ƉƌĞƐƚŝŐĞ ? ƌĞƉƵƚĂtion or personal 
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ĂƵƚŚŽƌŝƚǇ ?ƉĞƌŵŝƚƐ “ƐƚĂŶĚŝŶŐŽƵƚ ? ?ďǇĐŚĂŶŐŝŶŐƐŽŵĞŽĨƚŚĞƌƵůĞƐŽĨƚŚĞŐĂŵĞ ?tŚĂƚǁĞƐĞĞ
here are the strategies through which some (few) newcomer entrepreneurs become a part 
of the dominant story, institutionalized into the mainstream narrative, legitimated by it, and 
understood  W lauded even - according to its own illusio. And it is an illusio -  of that Bourdieu 
ŚŝŵƐĞůĨ ǁĂƐ ĨŝĞƌĐĞůǇ ĐŽŶǀŝŶĐĞĚ ? ƌĞŵŝŶĚŝŶŐ ƵƐ ŽĨ  “ƚŚĞƐŽĐŝĂůůǇ ĐŽŶƐƚƌƵĐƚĞĚ ? ĂŶĚ ŚĞŶĐĞ
arbitrary and artificial in the economic game and its stake (2005, 10). . 
 
On the Margins 
/ĨŝƚŝƐĚŽŵŝŶĂŶƚĨŝĞůĚŵĞŵďĞƌƐǁŚŽĐŽŶƚƌŽůǁŚĂƚƉĂƐƐĞƐĨŽƌƐƵĐĐĞƐƐ ? “ŵĂŶĂŐĞ ?ƚŚĞŚĂďŝƚƵƐ ?
grammar, and so forth, what of the dominated, and marginal, field members? What of those 
would-be newcomers who lack the requisite cultural and symbolic capital to follow the 
prescribed path to success? What of those disenfranchised entrepreneurs who never follow 
the prescribed path from marginality to mainstream legitimacy?  
 
Minority voices within entrepreneurship scholarship have long engaged themselves with 
those who are outside institutional borders, experiencing marginality and powerlessness 
due to their precarious socio-economic positions. Race, religion, indigeneity, gender, sexual 
orientation, rurality, and informality have all been considered as socially-marginalising 
experiences which invoke quite specific and novel forms of entrepreneurship (De Clercq and 
Voronov 2009a, 2009b). The disenfranchised entrepreneur is contextualised in a range of 
marginal settings, including rural peripherality, depleted urban communities, socio-
economic exclusion, counter-cultural social movements, post-colonialism, or belonging to an 
ethnic minority. In such settings, economic capital is typically largely absent or hard to come 
by, and dominant institutional structures remain firmly closed to would-be entrepreneurs.  
 
Studies are starting to show that - in contrast to dominant market-capitalism rhetorics of the 
heroic entrepreneur  W that discourses, structures and practices of liberation are often 
developed by disenfranchised entrepreneurs. These phenomena are frequently 
characterised by explicit resistance against the dominant mainstream, enacted in a variety of 
ways. It seems ever clearer that this resistance comes to serve as a core resource which 
disenfranchised entrepreneurs use to set themselves apart from the mainstream, to create 
meaning systems, to build communities, and to maintain autonomy. Much as post-colonial 
theorists have argued, the disenfranchised entrepreneur hybridizes from mainstream 
culture when desirable, using cultural bricolage to subvert and challenge established 
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institutions. Rather than economic capital, contextualised social, cultural, and symbolic 
capital are deployed as the creative means upon which entrepreneurship of resistance is 
built (Pret et al, 2014). 
 
Johnstone and Lionais argue that  “in locations where capitalistic relations are less robust, 
such as depleted communities, the entrepreneurial process may adapt and manifest itself 
differently .... Places without (capital) power will demand, provoke and create novel 
ĞŶƚƌĞƉƌĞŶĞƵƌŝĂů ƌĞƐƉŽŶƐĞƐ ƚŽ ƚŚŝƐ ĐŽŶĚŝƚŝŽŶ ?  ?:ŽŚŶƐƚŽŶĞ ĂŶĚ >ŝŽŶĂŝƐ ?  ? ? ? ? ?  ? ? ? ? ?Recent 
scholarship exploring entrepreneurship in a variety of marginal contexts has highlighted the 
discourses, structures and practices of liberation which disenfranchised entrepreneurs 
enact. Drakopoulou Dodd (2014) explores a case study of punk rock entrepreneurship, and 
ĐŽŶĐůƵĚĞƐ ƚŚĂƚ  “ƉŽǁĞƌůĞƐƐŶĞƐƐ ŚĂƐ ƚŚƵƐ ďĞĞŶ ƚƵƌŶĞĚ ŝŶƚŽ ĂƚŽŽů ĨŽƌ ƌĞƐŝƐƚĂŶĐĞ ? ǁŚŝĐŚ ŝƐ
expressed directly in discourse, and enacted through the building of alternative interlocking 
ĞŶƚƌĞƉƌĞŶĞƵƌŝĂů ƐƚƌƵĐƚƵƌĞƐ ?  ? ďǇ ƐƚĂǇŝŶŐ ůĂƌŐĞůǇ ŽƵƚƐŝĚĞ ƚŚĞ Ăŵďŝƚ ŽĨ ŝŶĚƵƐƚƌǇ ƉŽǁĞƌ
structures  W by remaining marginalized  W freedom from mainstream dominance is ĂĐŚŝĞǀĞĚ ? ?
Similarly, Drakopoulou Dodd et al (2013) find that within the peripheral craft brewing 
ĐŽŵŵƵŶŝƚǇ ?  “microbrewing offers an alternative model of rural enterprise and one which 
highlights practical and political responses to mainstream corporatist ĚŽŵŝŶĂŶĐĞ ? ?'ĞŽƌŐŝŽƵ
et al (2012) also find an entrepreneurship of resistance in their study of post-colonialism and 
the networks of entrepreneurs, where cultural hybrids emerge that both mimic and resist 
dominant forces. Entrepreneurship, then, can act for the disenfranchised as a vehicle to 
enact  “ƚŚĞĐƌĞĂƚŝǀŝƚǇŝŶǀŽůǀĞĚŝŶŵŽǀŝŶŐĂŵŽŶŐǀĂƌŝŽƵƐĐƵůƚƵƌĂůĨƌĂŵĞǁŽƌŬƐĂŶĚŝŶƌĞƐŝƐƚŝŶŐ
ƚŚĞ ĐŽůŽŶŝǌĞƌ ďǇ ĚŝƐƌƵƉƚŝŶŐ ŝƚƐ ŝŵƉŽƐĞĚ ŬŶŽǁůĞĚŐĞ ĂŶĚ ƉƌĂĐƚŝĐĞƐ ?  ?ŚĂďŚĂ  ? ? ? ? ?  ? ? ? ? ?
Frenkel 2008). Marginality, the position of powerlessness, can thus be deployed as a 
resource permitting a special kind of liberated entrepreneurship. Not only recognizing the 
barriers around established institutions (with their norms, and structures of dominance) 
such entrepreneurship of resistance actually turns being beyond the barriers into a space of 
freedom, a space of play. The means available beyond the barrier are not economic typically, 
but they are perhaps all the more powerful for that. In the hands of the disenfranchised, 
social, cultural and (craft) human resources become creative tools of entrepreneurial 
resistance. A key importance of marginal entrepreneurs, who are shut out of, or deliberately 
resist, the orthodox habitus, is that they provide an alternative social construction of 
entrepreneurship that challenges the overly-familiar and often unquestioned meme that 
entrepreneurship has become (culturally, economically, politically, intellectually). 
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The aim of this study is to explore the discourses, structures and practices of countercultural 
creative entrepreneurs, and to compare these to the dominant scholarly social construction 
of entrepreneurship. Creative entrepreneurs have been selected since Firstly, they hold an 
aesthetic logic in tension with an economic or commercial logic (see for example, Glynn and 
Lounsbury, 2005, 1037; Thompson, 2004, 2; Moore, 2007, 440-441, Bourdieu, 1993). 
Secondly the significance of the creative industries to economies of the developed world is 
also expanding dramatically, and the sector merits investigation as a core (post-) industrial 
institution (UNCTAD 2008, iv, see also Jones and Thornton, 2005, xi).  Thirdly, cultural 
production of its very nature engages with meaning work, creating and sharing artifacts that 
tell us stories - enact narratives - of art and business, of cultural institutions, corporations 
and enterprise (Lounsbury and Glynn, 200, Jones and Thornton, 2005, xi; Banks, 2006, 457, 
Lash and Urry, 1994). Since the very fabric of creative enterprise is the production of 
meaning, with  “ƐŝŐŶĂŶĚƐǇŵďŽůĂƐƚŚĞĐĞŶƚĞƌƉŝĞĐĞĨŽƌĞŶƚƌĞƉƌĞŶĞƵƌŝĂůŽƉƉŽƌƚƵŶŝƚǇ ? ?:ŽŶĞƐ
and Thornton, 2005, xix) this is a privileged site for consideration of social constructions of 
the entrepreneur (see also Lash and Urry, 1994). Studying cultural products renders finer 
and more complete understandings of what counts as a legitimate and persuasive 
entrepreneurial story in these contested but economically-vital contexts 
 
Methodology 
This study explores three case studies of non-mainstream creative entrepreneurs, all drawn 
from the same network of counter-cultural organizations in northern Athens: a tattoo 
parlour (Sake Tattoo Crew), a small chain of skate board shops (Slut), and a punk rock band 
(Vodka Juniors). The individual and team entrepreneurs enacting this sub-cultural creative 
ĞŶƚĞƌƉƌŝƐĞĂƌĞĂůů ŝŶ ƚŚĞŝƌĞĂƌůǇ ƚŚŝƌƚŝĞƐ ?ĂŶĚƚŚĞŝƌ  “ǀĞŶƚƵƌĞƐ ?ĂƌĞďĞƚǁĞĞŶ ? ?ĂŶĚ  ? ?ǇĞĂƌƐ
old. The participants are introduced more fully through their own words, in the presentation 
of findings, below. Since most of the data used is in the public domain of the internet, 
anonymity was not deemed appropriate or feasible. Where interviews were carried out, 
anonymity was offered, but firmly rejected.  
 
By selecting a sample drawn from the same community, analysis of the local context is 
enhanced, and exploration of interrelationships facilitated. A mixture of qualitative research 
methods was used to gather rich longitudinal data, including semi-structured interviews, 
ĂĐĐĞƐƐŝŶŐƉĂƌƚŝĐŝƉĂŶƚƐ ? websites, blogs, Facebook, and MySpace pages, as well as Kickstarter 
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and indigogo campaigns ?dŚĞƐĞ “ĨŽƌŵĂů ?ƐŽƵƌĐĞƐǁĞƌĞƌĞĂĚŝŶƚŚĞůŝŐŚƚŽĨĞǆƚĞŶƐŝǀĞŝŶĨŽƌŵĂů
participant observation with the sample entrepreneurs, in some cases extending to years of 
interaction. Table One summarizes the dataset, which comprises more than 11,000 words. 
 
Table One  ? Data Set 
Creative Entrepreneurs Data Form Word Count 
Sake Tattoo Crew Web site, blog, videos, 
indigogo campaign 
2,777 
Vodka Juniors Website, facebook page, 
Kickstarter campaign page,  
5,563 
Slut BoardShop Interview, facebook page 2,835 
  11,175 
 
Data analysis took a qualitative approach, beginning with serial readings of the data, 
combined with note-taking in a research diary (Easterby-Smith et al, 1999; Halinen and 
Tornroos, 2005). This continued, with patterns of similarities and differences being 
identified, until the point where additional readings produced no new insights (Glaser and 
Strauss, 1967; Böhm, 2004; Alvesson and Sköldberg, 2000; Silverman, 2000). As I worked 
repeatedly through the dataset, I also returned frequently to the relevant literature, 
ĨŽůůŽǁŝŶŐ  “ŚŝŶƚƐ ? ĨƌŽŵ ƚŚĞ ĚĂƚĂ ? ƚŽ ĐŽŶƐŝĚĞƌ ƚŚĞ ƚŚĞŽƌĞƚŝĐĂů ŝŵƉůŝĐĂƚŝŽŶƐ ŽĨ ƚŚĞ ĞŵĞƌŐŝŶŐ
findings (Alvesson and Sköldberg, 2000). Next, I produced a narrative of about 3,000 words 
re-storying the patterns identified, and illustrating these with examples from the dataset. 
Because the patterned themes overlapped each other to such a great degree, more 
structured theming and tabulation was not appropriate in this case.  
 
Given the research question and context, I was especially keen to apply a Bourdieusian lens 
to the findings, so that the next stage in the methodology was to reconfigure, fine tune, 
extend and deepen the findings narrative, using an analytic frame comprising field 
marginality; social capital, cultural capital, symbolic capital and economic capital. The 
narrative proved amenable to such a structure, as I hope the subsequent section will show. 
The final methodological step in the study was to reflect on the findings, from a theoretical 
perspective, so as to ascertain their relevance.  
 
Findings 
Beyond Field Margins? 
How counter-cultural do the participants perceive themselves to be? To what degree is the 
anticipated marginality perceived and enacted? There were a variety of stances on this issue, 
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from the radical position of Vodka Juniors, to the rejection of conceptions of a counter-
ĐƵůƚƵƌĂůůŝĨĞƐƚǇůĞďǇ^ůƵƚ ?ƐEŝŬŽƐ ?EŝŬŽƐŝŶƐŝƐƚƐ “ŽŬ ?/ƚŚŝŶŬŝƚ ?ƐĂďŝŐůŝĞ ?ƚŚĂƚĚŝĨĨĞƌĞŶĐĞ ?ĂŚƵŐĞ
ĐŽŶ ? ŝƚ ?Ɛ ĨĂŬĞ  Wmainstream and core  W ŝƚ ?Ɛ ũƵƐƚĂ ůŝĞ ? ?ůthough he elsewhere admits that 
 “ĨŽƌƐƵƌĞ ?ǁĞ ?ƌĞŝŶĂŶƵƌďĂŶƐŝƚƵĂƚŝŽŶ ?ĂŶĚĐŽƌĞ ? ?ŚĞĚŽĞƐƐŽŝŶƚŚĞĐŽŶƚĞǆƚŽĨ^ůƵƚ ?ƐƐƵƐƚĂŝŶĞĚ
rejection of the practices of some other board shops, which facilitated dope smoking 
amongst their younger clients. InterestingůǇ ?ŚĞƐĞĞƐƚŚŝƐƌĞĨƵƐĂůƚŽƉůĂǇ “ĂďŝƚŽĨĂďĂĚŐĂŵĞ ?
ĂƐ ĂŶ ĞŶƚƌĞƉƌĞŶĞƵƌŝĂů ŵŝƐƚĂŬĞ ?  “ĞŶƚƌĞƉƌĞŶĞƵƌŝĂůůǇ ĨŽƌ ƵƐ ǁŚŽ ǁĞƌĞ  “ĐŽƌĞ ? ? ŝƚ ǁĂƐ Ă ŚƵŐĞ
ŵŝƐƚĂŬĞ ?ďƵƚ/ĐĂŶ ?ƚĚŽŝƚ ?ŽŬ ? ? 
 
^d ĂƌƚŝƐƚƐ ? ƌŽŽƚƐ ĂƌĞ ĚĞŵŽŶƐƚƌĂƚĞĚ ƚŽ ůŝĞ ŝŶ ƵƌďĂŶ  “ƐƚƌĞĞƚ ƐƵďĐƵůƚƵƌĞ ǀĂůƵĞƐ ?, variously 
including graffiti, comic books, skating, punk culture, and video games. However -  as well as 
working with other subculture players -  they also routinely collaborate with sponsor 
companies from well inside the mainstream world of business, including Malboro, BIC and 
Vodafone.  Vodka Juniors, in contrast, and most emphatically,  describe a large Athens show 
as: 
 “a journey to spread the message that anyone can accomplish anything, against the norms 
and the commands of the music industry, questioning the truth of the rules enforced on 
everyone by the music status quo. And it is a beautiful feeling to witness their complete and 
ƵƚƚĞƌ ĚĞƐƚƌƵĐƚŝŽŶ ? ? KŶ Ă ƵƌŽƉĞĂŶ ŚƌŝƐƚŵĂƐ ƚŽƵƌ ŝŶ  ? ? ? ? ? ƚŚĞ ďĂŶĚ ƐƚĂǇĞĚ ŝŶ ƐĞǀĞƌĂů
occupations, or squats, and shared their experiences of the early days of the crisis in Greece 
(http://www.cballrec.com/tour/). 
 
Similarly explicit antagonism to the status quo is frequently expressed in their online writing, 
together with an association of the band with the underground, the street, the hidden and 
forgotten spaces of the urban socio-ĐƵůƚƵƌĂů ĞŶǀŝƌŽŶŵĞŶƚ P  “/ ǁĂƐ ďŽƌŶ ĂŶĚ ƌĂŝƐĞĚ ŝŶ ƚŚĞ
ďĂƐĞŵĞŶƚƐŽĨƚŚĞŶƐ ?ƐŽŵĞƚŝŵĞƐ/ĂŵĨĂƐƚĂŶĚĚƌŝǀĞŶďǇƌĂŐĞ ? ?ƚĞǆƚĨƌŽŵ<ŝĐŬƐƚĂƌƚĞƌǀŝĚĞŽ ? ?
 
Overall, then, no one pattern of experiencing marginality or powerlessness emerged from 
ƚŚĞƐƚƵĚǇ ?ƚƚŚĞƌŝƐŬŽĨĂƉƉĞĂƌŝŶŐĨůŝƉƉĂŶƚ ?ƚŚĞƉĂƌƚŝĐŝƉĂŶƚƐ ?ƉŽƐŝƚŝŽŶŽŶƚŚĞŵĂƌŐŝŶƐŽĨƚŚĞ
ŵĂŝŶƐƚƌĞĂŵũƵƐƚĚŝĚŶ ?ƚĂƉƉĞĂƌĞƐƉĞĐŝĂůůǇ ŝŶƚĞƌĞƐƚŝŶŐŽƌĞŶŐĂŐŝŶŐ ĨŽƌ ƚŚĞŵ ?tŚŝůƐƚ  “ƐƚƌĞĞƚ ? ?
 “ƐƵďĐƵůƚƵƌĞ ? ?  “ĐŽƌĞ ?Žƌ  “ƵŶĚĞƌŐƌŽƵŶĚ ? ƌŽŽƚƐǁĞƌĞ ŝŵƉŽƌƚĂŶƚ ĨŽƌĂůů ? ƚŚĞƐĞǁĞƌĞ ƐĞĞŶĂƐĂ
source of inspiration and community, rather than primarily as an agonic locus of opposition 
to the mainstream. Emphasis was generally placed elsewhere, even for Vodka Juniors, who 
have indeed adopted a consistent position of resistance to the status quo.  
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In general, relatively little emphasis in the data collected was given to articulating, justifying, 
or decrying the marginal field position of the countercultural entrepreneurs studied. In 
contrast to my own study of punk rockers Rancid (Drakopoulou Dodd, 2014), the creative 
entrepreneurs in this sample constructed few discourses of powerlessness, focusing instead 
on building alternative systems, and engaging in alternative creative practices. Rather than 
seeking to enter, combat or resist the mainstream (with the partial exception of Vodka 
Juniors), the main efforts of this sample was on the co-creation of novel cultural artifacts 
ĂŶĚ ƉĞƌĨŽƌŵĂŶĐĞƐ ? ǁŝƚŚ ƚŚĞ  “ĨĂŵŝůǇ ? ƚŚĂƚ ĚĞǀĞůŽƉƐ ĂƌŽƵŶĚ ƚŚĞŵ ?This is the first, and 
unexpected, finding of the study; where I went hunting on the counter-cultural margins for 
resistance and rebellion, instead I found that the mainstream played little role in the lives of 
these creative entrepreneurs. Rather, the inherently relational nature of these processes, 
the critical importance of feeling as motive, process and outcome, and the pursuit of artistic 
excellence were the phenomena which rather engaged and energized study participants. 
Participants were centred towards their own worlds, beyond the mainstream (which they 
largely ignored), and were almost entirely engaged with the creative excellence, emotion 
and community this generated. It is to these findings that we now turn.  
 
Social Capital 
Mainstream fields are structured by power-relations, with strategies and practices focused 
on agents  W including entrepreneurs -  improving their relative socio-political position within 
the field. Such entrepreneurial practices can stereotypically be described as winning out 
over the competition, winning customers, winning sales, winning great deals from their 
suppliers, winning status.  
 
The counter-cultural creative entrepreneurs in this study subvert these practices, and the 
power plays they represent, in a systematic and sustained fashion. Firstly, there is a rejection 
of the traditional customer-entrepreneur relationship. ^ůƵƚ ?s Nikos, in response to prompting 
ĨƌŽŵŵĞĂďŽƵƚŵǇŽǁŶƐŽŶ ?Ɛ ƚĞŶǇĞĂƌƐŽĨĞǆƉĞƌŝĞŶĐĞĂƐĂĐƵƐƚŽŵĞƌ ŝŶ ƚŚĞŝƌƐŚŽƉ ?ƌĞƉůŝĞƐ
 “ǁĞ ?ǀĞŚĂĚŬŝĚƐ  W ǁĞ ?ǀĞƌĂŝƐĞĚŬŝĚs  W ǁŚŽĂƌĞŽƵƌ ĨƌŝĞŶĚƐ  ?my best man was one of my 
ĐƵƐƚŽŵĞƌƐ ?ŵǇĐůŽƐĞƐƚŵĂƚĞŶŽǁǁĂƐŽŶĞŽĨŵǇĐƵƐƚŽŵĞƌƐ ? / ?ŵƚĞŶǇĞĂƌƐŽůĚĞƌ ƚŚĂŶŚŝŵ ?
ĂŶĚ/ ?ǀĞŬŶŽǁŶŚŝŵƐŝŶĐĞŚĞǁĂƐ ?ǇĞĂƌƐŽůĚ ? ?,ĞƌĞ ?ǁĞƐĞĞƚŚĂƚƚŚĞĐƵƐƚŽŵĞƌ-entrepreneur 
bond has been transformed into familial terms, with an exemplar client-friend becoming 
 “ĨŝĐƚŝǀĞŬŝŶ ?ƚŚƌŽƵŐŚƚŚĞĨŽƌŵĂůƚŝĞƐŽĨĂ'ƌĞĞŬŵĂƌƌŝĂŐĞƐĞƌǀŝĐĞ ? 
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Vodka Juniors provide perhaps the most consistent enactment of this radical stance, 
describing their ĐƵƐƚŽŵĞƌƐĂƐ  “ĨƌŝĞŶĚƐ ? ĨĂŵŝůǇ ? ? ?ďƌŽƚŚĞƌƐ ?  ?ƉĞƌƐŽŶĂůŵĞƐƐĂŐĞ ?, maintaining 
ƚŚĂƚƚŚĞŝƌ'ĞŶĞƌĂůDĂŶĂŐĞƌŝƐ “ƚŚĞƉĞŽƉůĞ ? ?ĂŶĚƌĞĨƵƐing to sell their records. As they state: 
 “close friends often ask why we don't sell our records and why we don't work with labels 
that have approached us... Well the short answer is: because we have an army of people 
ǁŚŽĐĂƌĞ ? ? dŚĞ<ŝĐŬƐƚĂƌƚĞƌĐĂŵƉĂŝŐŶĨŽƌsŽĚŬĂ:ƵŶŝŽƌƐ ?ŶĞǁĂůďƵŵĞǆƉůĂŝŶƐƚŚĂƚ “ƚŚŝƐŝƐĂŶ
ĞĨĨŽƌƚƚŽŐŝǀĞďĂĐŬĂůůƚŚĞůŽǀĞǁĞ ?ǀĞƌĞĐĞŝǀĞĚŽǀĞƌƚŚĞǇĞĂƌƐďǇĐƌĞĂƚŝŶŐŽƵƌďĞƐƚĞĨĨŽƌƚƚŽ
ĚĂƚĞ ? ? 
 
Their ĐŽŵŵƵŶŝƚǇ ŽĨ ĨƌŝĞŶĚƐ ŝƐ ŝŶǀŽůǀĞĚ ŝŶ ƚŚĞ ďĂŶĚ ?Ɛ ĐƌĞĂƚŝǀĞ ĞŶƚƌĞƉƌĞŶĞƵƌƐŚŝƉ ŝŶ Ă ǁŝĚĞ
variety of ways and integrated into many of their practices. This includes helping to fund the 
ďĂŶĚ ?Ɛ ŶĞǁ ĂůďƵŵ ? ƚŚƌŽƵŐŚ Ă ƐƵĐĐĞƐƐĨƵů <ŝĐŬƐƚĂƌƚĞƌ ĐĂŵƉĂŝŐŶ ? ǀŝƐŝƚŝŶŐ ƚŚe studio during 
recording, providing sleeping places on tour, creating artwork related to the band, and 
embodying their ties to the band through tattoos (these last two being presented in 
dedicated photo albums on Facebook). KĨƚŚĞŝƌƌĞŐƵůĂƌƐƵŵŵĞƌ “WŝƌĂƚĞ ?ƚŽƵƌƐŽĨƚŚĞ'ƌĞĞŬ
ŝƐůĂŶĚƐ ? ƚŚĞǇǁƌŝƚĞ P  “ƚŚĞƉĞŽƉůĞĂŶĚƚŚĞďĂŶĚďĞĐŽŵĞŽŶĞ ?ƚŽŐĞƚŚĞƌ ƚŚĞǇƵŶůŽĂĚƚŚĞǀĂŶ ?
ĐĂƌƌǇƚŚĞƐƚƵĨĨ ?ũĂŵ ?ŐĞƚǁĂƐƚĞĚ ?ĚĂŶĐĞĂŶĚĂƚƚŚĞŵŽƌŶŝŶŐůŝŐŚƚƚŚĞǇĐƌĂƐŚĂƚƚŚĞďĞĂĐŚĞƐ ?
(http://www.cballrec.com/pirate/). Indeed, the band several times assert that the 
community, and especially the shared experience of live performance, is more important 
ĞǀĞŶƚŚĂŶƚŚĞŝƌŽǁŶĐƵůƚƵƌĂůĂƌƚĞĨĂĐƚƐ P “ƚŚŝƐŝƐŶŽƚĂďŽƵƚƚŚĞŵƵƐŝĐĂŶǇŵŽƌĞ ?dŚŝƐŝƐƐŽŵƵĐŚ
ŵŽƌĞ ĂŶĚ ŝĨ ǇŽƵ ?ǀĞ ďĞĞŶ ƚŚĞƌĞ ǇŽƵ ?ǀĞ ƐĞĞŶ ƚŚĞ ŵĂŐŝĐ ?  ?Facebook post, 20/06/2011). 
ůƐĞǁŚĞƌĞ ƚŚĞǇ ŶŽƚĞ ƚŚĂƚ ƚŚĞ ďĂŶĚ  “ũƵƐƚ ƉƌŽǀŝĚĞĚ ƚŚĞ ƐŽƵŶĚƚƌĂĐŬ ?  ?&ĂĐĞďŽŽŬ ƉŽƐƚ ?
20/06/2011). 
 
dŚĞ  “ĨĂŵŝůǇ ? ŵĞƚĂƉŚŽƌ ĞǆƚĞŶĚƐ ďĞǇŽŶĚ ĐůŽƐĞŶĞƐƐ ƚŽ Ă ĐƵƐƚŽŵĞƌ ďĂƐĞ ? ƚŽ ŝŶĐŽƌƉŽƌĂte 
collaborators from specific arenas, as well as a wider range of counter-cultural arts and 
sports. dŚƵƐ ? ^d ĂƌƚŝƐƚ <ǇƌŝĂŬŽƐ  “ĨŽƵŶĚ Ă ǁĂǇ ƚŽ ĞǆƉƌĞƐƐ ŚŝƐ ůŽǀĞ ŝŶ ƚĂƚƚŽŽƐ ? ĞŶƚĞƌŝŶŐ ƚŚĞ
ĨĂŵŝůǇ ? ? ŽŶƐƚĂŶƚŝŶŝƐ ,ĂǌŽƉŽƵůŽƐ ? ŽƌŐĂŶŝǌĞĚ 'ƌĞĞĐĞ ?Ɛ ĨŝƌƐƚ ƐƵƌĨ ĞǆŚŝďŝƚion, where the Sake 
dĂƚƚŽŽƌĞǁŚĂĚĐƌĞĂƚĞĚĐƵƐƚŽŵŝǌĞĚĂƌƚǁŽƌŬŽŶƐƵƌĨďŽĂƌĚƐƉƌŽĚƵĐĞĚďǇŽŚĞƚĞ  ?'ƌĞĞĐĞ ?Ɛ
ŽŶůǇĚŽŵĞƐƚŝĐƉƌŽĚƵĐĞƌ ? ?ŐĂŝŶ ? ƚŚĞ ĨĂŵŝůǇ ƚŚĞŵĞǁĂƐĐůĞĂƌ P  “DǇǁŚŽůĞ ŝĚĞĂǁĂƐ ƚŚĂƚǁĞ
wanƚƚŽŚĂǀĞĂ “ŵŽƌĞĨĂŵŝůǇ ?ƉĂƌƚǇ ? ? 
 
Emotional Capital 
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If the band, though, rejects the concept of customers, what is it that they receive in return 
for all their hard (expensive) work? tŚĂƚ ŝƐ ƚŚĞŵŽƚŝǀĂƚŝŽŶĂŶĚƚŚĞ  “ƌĞǁĂƌĚ ? ĨŽƌŵĂƌŐŝŶĂů
counter-cultural creative entrepreneurship? Here, there was a very high degree of 
consistency across the case study organizations, with repeated use of the Greek verb 
 “ɶʉʐʍʏɲʌʘ ? ?ŐŽƵƐƚĂƌŽ ? ?ƌŽǁĚƐŽƵƌĐŝŶŐĂƐƚƌŽŶŐƚƌĂŶƐůĂƚŝŽŶĨŽƌƚŚŝƐƌĞƐƵůƚĞĚŝŶĂǀĂƌŝĞƚǇŽĨ
suggestions, all of which taken together give some sense of the word, for which a direct 
English translation is not available. Proposed translations (with thanks to my Facebook 
ĐŽŵŵƵŶŝƚǇ ?ŝŶĐůƵĚĞ “/ ?ŵŝŶƚŽŝƚ ? ? “/ĚŝŐŝƚ ? ? “/ĨĂŶĐǇŝƚ ? ?ĂŶĚ “/ĨĞĞůŝƚ ? ?ƐƐĞŶƚŝĂůůǇ ?ƉĂƌƚŝĐŝƉĂŶƚƐ
engage in their creative and cultural pursuits because of the emotional satisfaction and 
 “ďƵǌǌ ?ŝƚŐŝǀĞƐƚŚĞŵ ?^ůƵƚ ?ƐEŝŬŽƐƚŽůĚŵĞƚŚŝƐŝƐwhy he got into skating, and why he and his 
ďƌŽƚŚĞƌ ƐƚĂƌƚĞĚ ƚŚĞŝƌ ƐŚŽƉ P  “dŚĞƌĞ ǁĂƐŶ ?ƚ Ă ǀŝƐŝŽŶ ?tĞ ĚŝĚŶ ?ƚĞǆĂĐƚůǇ ŬŶŽǁǁŚĂƚ ǁĞ ǁĞƌĞ
doing. We were into ƐŬĂƚŝŶŐ ? ůŝŬĞ ůŽƚƐŽĨ ƉĞŽƉůĞ ?tĞ ǁĞƌĞŬŝŶĚ ŽĨ ĞŶŐĂŐĞĚ ǁŝƚŚ ŝƚ ? ?Nikos 
derides wider notions of a skate cƵůƚƵƌĞ ?Žƌ “ďŽĂƌĚŐĞŶĞƌĂƚŝŽŶ ? ?ĂƌŐƵŝŶŐƚŚĂƚƐŬĂƚĞƌƐ “ĚŽŝƚ
because they feel it ? ůŝŬĞ ǁŚĞŶ ƐŽŵĞŽŶĞ ƉůĂǇƐ ƚŚĞ ŐƵŝƚĂƌ ? Žƌ ĐŽŽŬƐ ? ? ^ůƵƚ ?ƐŝŶƐƚĂŐƌĂŵ ĂŶĚ
facebook pages contain, as well as product images, a wide selection of videos and photos of 
the Slut team, their friends and customers, engaging in  W feeling  W a range of extreme sports. 
^d ?Ɛ<ǇƌŝĂŬŽƐĞǆƉůĂŝŶƐƚŚĂƚ^ĂŬĞƌĞĐƌƵŝƚĞĚŚŝŵďǇƐƵŐŐĞƐƚŝŶŐ “ǁŚǇĚŽŶ ?ƚǇŽƵĐŽŵĞĂŶĚĚŽ
ƚŚĞ ƉŝĞƌĐŝŶŐƐ Ăƚ ƚŚĞ ƉĂƌůŽƵƌ ? ĂŶĚ / ?ůů ƚĞĂĐŚ ǇŽƵ ƚĂƚƚŽŽ ? ƐŽ ƚŚĂ  ǁĞ ĐĂŶ ďŽƚŚ get into it 
together ?1..The goustaro feeling is also presented as a motivation for new projects, and 
particularly those which involve collaboration, highlighting again the relational nature of the 
ĞŵŽƚŝŽŶ ?ŽŚĞƚĞƐƵƌĨďŽĂƌĚ ?ƐĨŽƵŶĚŝŶŐĞŶƚƌĞƉƌĞŶĞƵƌ ?ƚĂůŬŝŶŐĂďŽƵƚƚŚĞsurf exhibition, states 
that: 
 
  “ƚŚƌŽƵŐŚƚŚĞĐŽůůĂďŽƌĂƚŝŽŶƚŚĂƚ ?ƐŐŽŝŶŐŽŶǁŝƚŚĂƐŬĂŶĚ^ĂŬĞ ?ŝƚŐŝǀĞƐĂƐƉĞĐŝĂů feeling to 
the situation. And ǁĞ ?ƌĞ ŝŶƚŽ ƚŚĂƚ. People can see that there are collaborations that take 
ƉůĂĐĞ ?ƚŽĞǀĞƌǇŽŶĞ ?ƐďĞƐƚĂĚǀĂŶƚĂŐĞ ?/Őive very much respect to the guys from Sake because 
ƚŚĞǇ ?ƌĞŝŶƚŽǁŚĂƚƚŚĞǇ ?ƌĞĚŽŝŶŐ ?ĂŶĚƚŚĞǇĞǆƉƌĞƐƐƚŚĂƚŽŶƚŚĞďŽĂƌĚƐ ? 
 
^dĞǆƉůĂŝŶƚŚĂƚƚŚĞ “ĚŝĨĨĞƌĞŶƚƉĂƚŚƐ ?ŽĨƚŚĞŝƌƚĞŶƚĂƚƚŽŽĂƌƚŝƐƚƐĂůůŽƌŝŐŝŶĂƚĞ “ĨƌŽŵƚŚĞůŽǀĞ
ĨŽƌƐƚƌĞĞƚĂƌƚĂŶĚƚĂƚƚŽŽŝŶŐ ? ?ĂŶĚŝŶĚŝǀŝĚƵĂůĂƌƚŝƐƚƐĚĞƐĐƌŝďĞƚŚĞŝƌĚŝƐĐŽǀĞƌǇŽĨ “ƚŚĞǁŽƌůĚŽĨ
                                                 
1 http://www.artlook.gr/index.php/life/looked-inspire/103-
%CE%BA%CF%85%CF%81%CE%B9%CE%B1%CE%BA%CE%BF%CF%83-tattoo-artist.html My translation 
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Ăƌƚ ? ĂƐ ƐƚĞŵŵŝŶŐ ĨƌŽŵ Ă ƌĂŶŐĞ ŽĨ ĐƵůƚƵƌĂů ƉĂƐƐŝŽŶƐ ? (http://www.saketattoo.com/about-
us/). ^dĂƌƚŝƐƚKƌŐĞ ?ǁƌŝƚŝŶŐĂďŽƵƚĂŶĂƌƚďŽŽŬƉƌŽũĞĐƚ ?ƚĞůůƐƵƐƚŚĂƚ “As soon as the project 
launched, the support, love and encouragement from people online and offline was 
ŝŶĐƌĞĚŝďůĞ ?2 
 
The relational practice, then, of counter-cultural creative entrepreneurship appears to be 
first and foremost an expression of feeling. This is presented as motivation, as reward, as 
outcome of the process, in much the same way that mainstream entrepreneurship might 
present financial and commercial success. The intensity of sharing feeling can also be 
extremely pronounced, particularly that generated during interactive performances 
ďĞƚǁĞĞŶ ĂƌƚŝƐƚƐ ĂŶĚ  “ĨĂŵŝůǇ ? ?  dŚŝƐ  “ĞŵŽƚŝŽŶĂů ďůŽŽĚďĂƚŚ ?  ?s:Ɛ  ŝƐ ĂůŵŽƐƚ ĂůǁĂǇƐ Ă
communal experience, generated relationally in practice, in performance, with others, 
where they   “bleed our guts out, scream, dance and become one soul; just raw energy ?
(http://www.cballrec.com/tour/). In their most well-known quote, Vodka Juniors explain the 
collective nature of their performances, and the emotions this evokes in them: 
 
 “ƚŚĞŶĐŽŵĞƐĂƚŝŵĞǇŽƵ ?ƌĞƉůĂǇŝŶŐůŝǀĞĂŶĚĂƐǇŽƵƐĐƌĞĂŵƚŚĞǁŽƌĚƐŽĨƚŚĂƚƐŽŶŐƚŚere is a 
boy or a girl right in front of you that screams the same words as if it was his song. And then 
ǇŽƵƌĞĂůŝǌĞǇŽƵ ?ƌĞŶŽƚĂůŽŶĞ ?EŽƚŚŝŶŐĐĂŶĞǀĞƌďĞĂƚƚŚĂƚĨĞůŝŶŐ ? ?
 
dŚĞ ŝŶƚĞŶƐŝƚǇ ŽĨ ƚŚĞ ĞŵŽƚŝŽŶƐ ŐĞŶĞƌĂƚĞĚ ƚŚƌŽƵŐŚ sŽĚŬĂ :ƵŶŝŽƌƐ ? ƉĞƌĨŽƌŵĂŶĐĞƐ ŝƐ ĂůƐŽ 
expressed through some very evocative metaphors, which draw on images of war, madness, 
ĂŶĚ ƉŝƌĂĐǇ ? ^ŚŽǁƐ ĂƌĞ ĚĞƐĐƌŝďĞĚ ĂƐ  “ƚŚĞ ŵŽƚŚĞƌ ŽĨ Ăůů ďĂƚƚůĞƐ ? ? ĂŶĚ ǁĂƌŶŝŶŐƐ ŝƐƐƵĞĚ ƚŚĂƚ
 “ƚŚĞƌĞ ǁŝůů ďĞ ŵĂĚŶĞƐƐ ? ƚŚĞƌĞ ǁŝůů ďĞ ŚŽƌƌŽƌ  ? ĂŶĚ ǁĞ ǁŝůů ƐŚŽǁ ŶŽ ŵĞƌĐǇ ƉĞŽƉůĞ, no 
ŵĞƌĐǇ ? ?&ĂĐĞďŽŽŬƉŽƐƚ ? ? ? ? ? ? ? ? ? ? ? ? ?Their Kickstarter campaign similarly ƉƌŽŵŝƐĞƐƚŚĂƚ “ĂƐ
soon as the album is out all hell will be unleashed; we will be out on the loose spreading the 
ŵĂĚŶĞƐƐŽŶĐĞĂŐĂŝŶ ? ? 
 
Emotional capital has been associated in the literature with the private environment, rather 
than the public, and is typically created, converted and shared within the home and family. 
Vodka Juniors not only make extensive use of the family metaphor, but also write of their 
show venues as their home P “ĞĂƌtĂƌƌŝŽƌƐ ?ƚŚĞǇƐĂǇ “ŚŽŵĞŝƐǁŚĞƌĞƚŚĞŚĞĂƌƚŝƐ ?ĂŶĚ ǁĞ
ůĞĨƚ Ă ƉŝĞĐĞ ŽĨ ŽƵƌ ŚĞĂƌƚ ŝŶ ĞĂĐŚ ŽĨ ŚĞ ƚǁĞŶƚǇ Ɛŝǆ ƉůĂĐĞƐ ǁĞ ƉĂƐƐĞĚ ƚŚŝƐ ǇĞĂƌ ?
                                                 
2 https://www.indiegogo.com/projects/solstice-mandala-book-project  
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(http://www.cballrec.com/tour2011/). Elsewhere, they state thĂƚZŽŵĂŶŝĂ ŝƐ  “ĂŶĞǁƉůĂĐĞ
ƚŽ ĐĂůů ŚŽŵĞ ? ? ĂŶĚ ĞǆƉůŝĐŝƚůǇ ĂƐƐŽĐŝĂƚĞ ƚŚĞŝƌ ĐŚŽŝĐĞ ƚŽ ƉůĂǇ  ? ƐŵĂůů ƐŚŽǁƐ ƚŚĞƌĞ ǁŝƚŚ ƚŚĞŝƌ
ƐƚĂŶĐĞŽŶƚŚĞŵƵƐŝĐ ŝŶĚƵƐƚƌǇ ?ĂŶĚƚŚĞĞŵŽƚŝŽŶĂů  “ƌĞǁĂƌĚƐ ?ŽĨ ŝŶƚŝŵĂƚĞƉĞƌĨŽƌŵĂŶĐĞƐ P “ǁĞ
ĚŽŶ ?ƚƐĞůůŽƵƌƐƚƵĨĨ ?ǁĞĚŽŶ ?ƚǁĂŶƚƚŽŐĞƚŬŶŽǁŶ ? ǁĞĚŽŶ ?ƚĐĂƌĞĂďŽƵƚƚŚĞŵĞĚŝĂ ?ƚŚĞůĂďĞůƐ
or the music scene and we prefer playing the smallest towns with the smallest bars where 
people are still passionate and full of love and where the walls are shaking from the raw 
ĞŶĞƌŐǇ ?  ?http://www.cballrec.com.vampire). This statement is especially instructive in 
showing a conscious link between what might be called selective marginality  W a decision to 
stay beyond the mainstream, to locate and perform at the margins W a repudiation of 
mainstream norms, and celebration of the emotional charge that this (co-)creates.  
 
Cultural Capital 
Cycles of relationally-driven cultural production were evident, as inspiration and action 
ŵŽǀĞĚďĞƚǁĞĞŶĂƌƚŝƐƚƐĂŶĚ “ĨĂŵŝůǇ ?ŝŶĐƌĞĂƚŝǀĞĐǇĐůĞƐ P “ŝŶƐƉŝƌĂƚŝŽŶ ?ŵĂƚĞ ?ĐŽŵĞƐĨŝƌƐƚŽĨĂůů
ĨƌŽŵƚŚĞƉĞŽƉůĞĂƌŽƵŶĚǇŽƵ ? ĨƌŽŵƚŚĞƉĂƚŚ ƚŚĂƚǇŽƵ ůŝǀĞ ?  ?ĂƐŬ ?^d ? ?sŽĚŬĂ:ƵŶŝŽƌƐƉŽƐƚ
frequently on Facebook about the experience of seeing a fan tattoo photo, and the effect 
ƚŚŝƐ ŚĂƐ ŽŶ ƚŚĞŵ P  “Just found this on the net... This is all the motivation and inspiration 
ŶĞĞĚĞĚĨŽƌƚŚĞŶĞǆƚƚǁĞůǀĞŵŽŶƚŚƐ ? ? ?Left the studio late last night to go to rest... saw this 
photo uploaded....... practiced ĂƚŚŽŵĞƵŶƚŝůŵŽƌŶŝŶŐůŝŐŚƚ ? ?^Ƶď-cultural artists are inspired 
and motivated by their community, create artworks which they perform with their 
community, who in turn embody their own emotional response to the shared performance 
in artistic responses, like tattoos, providing further inspiration to the artists. The most 
intimate and personal forms of cultural co-production can be seen in the tattoo world, 
ǁŚĞƌĞƚŚĞ “ĐƵƐƚŽŵĞƌ ?ŝƐĂůƐŽƚŚĞĐĂŶǀĂƐ ?ĂƐǁĞůůĂƐďƌŝŶŐŝŶƚŚĞŽƌŝŐŝŶĂů ŝŶƐƉŝƌĂƚŝŽŶĨŽƌƚŚĞ
ŝŵĂŐĞ ?<ŝĐŬƐƚĂƌƚĞƌĂŶĚ /ŶĚŝŐŽŐŽĂůƐŽŽĨĨĞƌŽƉƉŽƌƚƵŶŝƚŝĞƐ ĨŽƌ  “ƌĞǁĂƌĚƐ ? ƚŽ take the form of 
unique and indvidualized experiences and artifacts, including limited edition or unique 
artworks.  
 
There is also a very, very high degree of collaboration with others, including artists from 
related sub-ĐƵůƚƵƌĂůĨŝĞůĚƐ ? “ƐƵƉƉůŝĞƌƐ ? ?ĂŶĚǁŚĂt might be considered competitors in more 
mainstream fields. Vodka Juniors produced a limited range of skateboards, with graphics 
created by a tattoo artist. The 7th Athens Tattoo Convention (founded and organized by one 
of the Sake Tattoo Crew) held a skateboard line competition. The surf exhibition, already 
ĚĞƐĐƌŝďĞĚĂďŽǀĞ ?ƐĂǁ^dĐƌĞĂƚŝŶŐĐƵƐƚŽŵĂƌƚǁŽƌŬŽŶƐƵƌĨďŽĂƌĚƐ ?ĂŶĚƚŚĞŽƉĞŶŝŶŐŽĨ^ůƵƚ ?Ɛ
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newest board shop similarly saw a celebratory competition in the form of limited edition STC 
hand painted skateboard decks. STC sponsors local punk shows, and in turn their own Tattoo 
Parties are sponsored by sports drinks producers, and clothing firms, like Vans. STC describe 
ƚŚĞŵƐĞůǀĞƐŶŽǁĂƐĂŶ  “ƌƚŚƵď ? ?ĂĨƚĞƌ  “multiple art projects with companies like Monster 
ŶĞƌŐǇ ?sŽĚĂĨŽŶĞ ?sĂŶƐKĨĨdŚĞtĂůů ?^ƵůůĞŶ ?>Žǀ/ŶŬ ?ZĂǇďĂŶ ?/ ?DĂƌůďŽƌŽ ? ?Vans Ink Art, 
ĨŽƌĞǆĂŵƉůĞ ?ŝŶǀŽůǀĞĚ “ĂŶĞǁŬŝŶĚŽĨĞǆƉŽƐŝƚŝŽŶĚƵƌŝŶŐƚŚĞ ? ?ƚŚDŝůĂŶdĂƚƚŽŽŽŶǀĞŶƚŝŽŶ ? ?
ǁŚĞƌĞ  “ ? ? ǁŽƌůĚ ĨĂŵŽƵƐ ĂƌƚŝƐƚƐ ?  ?ŝŶĐůƵĚŝŶŐ ^< ? ? ƚĂƚƚŽŽĞĚ ĚĞƐŝŐŶƐ ? ŝŶ Ă ůŝve show, onto 
Vans shoes. The resultant shoes were then used in an international tour 
(http://www.positive-magazine.com/art/vans-ink-art-milan/). /ŶĚĞĞĚ ? ^d ?Ɛ ďůŽŐ ŝŶĐůƵĚĞƐ
videos of extreme sports, interviews with musicians, and music clips, as well as items 
relating to tattooing. One of the most innovative aspects of such collaborations is their 
ability to combine artistic and cultural capital in the co-creation of new forms of artifacts and 
performances, as the Vans Ink Art example shows.  
 
 
Also evident is a clear and sustained commitment to performing cultural craft to the very 
highest level, a deep and ongoing adherence to an ethic of aesthetic excellence. &Žƌ^ůƵƚ ?Ɛ
Nikos this is expressed in integrity ĂŶĚŚŽŶĞƐƚǇŝŶƐĞƌǀŝĐĞ ?ŝŶƉƵƌƐƵŝŶŐ “ĂƚĂƌŐĞƚǁŚŝĐŚŝƐŵŽƌĞ
ŚŽŶĞƐƚ ? ?ǁĞĚŽŶ ?ƚĐŽŶƐŽŵĞŽŶĞǁŚŽĐŽŵĞƐŚĞƌĞĨŽƌĂƐŶŽǁďŽĂƌĚ ?ǁĞƚĞůůŚŝŵƚŚĞƚƌƵƚŚ ? ?
He notes, too, the commercial benefits of this approach, as customers learn to trust the Slut 
entrepreneurs, through their own experiences, and the wider community perspective: 
 “ƚŚĞǇ ?ƌĞ ŶŽƚ ǁĂŶŬĞƌƐ ? ? dŚŝƐ ŝŶ ƚƵƌŶ ŐĞŶĞƌĂƚĞƐ ŶŽƚ ŽŶůǇ ƌĞƉĞĂƚ ďƵƐŝŶĞƐƐ ? ďƵƚ ĂůƐŽ ŚĞůƉĞĚ
ƉƌŽƚĞĐƚƚŚĞƐŚŽƉƐ ?ƐĂůĞƐƐƵďƐƚĂŶƚŝĂůůǇĚƵƌŝŶŐƚŚĞĨŝƌƐƚƚǁŽǇĞĂƌƐŽĨƚŚĞ'ƌeek financial crisis.  
 
The commitment to excellence and integrity can also been when Vodka Juniors report, for 
example, that  “relentless recording sessions are currently in progress, striving for nothing 
ďƵƚ ŽƵƌ ǀĞƌǇ ďĞƐƚ ?. STC artist Orge created an art project around the drawing of 184 
mandalas (one for each day of a solstice), and sought Indigogo funding to produce a very 
high-specification book as an output. The Indigogo campaign text is notable for its emphasis 
on aesthetic quality  W  “ƚŽ ŚŽŶŽƵƌ ƚŚĞ Ɖƌoject I will be creating a book with the best 
ƐƉĞĐŝĨŝĐĂƚŝŽŶĂǀĂŝůĂďůĞ ? ? 
 
Symbolic Capital 
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This passion for developing and enacting cultural capital to the highest possible level is 
celebrated through the shared generation of feeling, of emotional capital, as has been 
discussed above. It is also legitimated through various forms of recognition, often 
international in nature. Perhaps unsurprisingly, it is never the accumulation of economic 
capital which is presented as of importance (nor, indeed, mentioned much). Rather, 
participation in international events, the scale of the enterprises, and the winning of awards 
are valued as expressions of legitimating symbolic capital. ^ůƵƚ ?ƐEŝŬŽƐŶŽƚĞƐƚŚĂƚ “ǁĞĂůǁĂǇƐ
ŐŽƚŽŝŶƚĞƌŶĂƚŝŽŶĂůĞǆŚŝďŝƚŝŽŶƐ ?ǁĞ ?ƌĞŝŶǀŝƚĞĚĂůŽŶŐǀĞƌǇŽĨƚĞŶ ? ?^d ?ƐǁĞďƉĂŐĞŽƉĞŶƐǁŝƚŚ
ƚŚĞĂĐŬŶŽǁůĞĚŐĞŵĞŶƚƚŚĂƚƐŝŶĐĞŝƚƐĨŽƵŶĚŝŶŐŝŶ ? ? ? ? ?ŝƚŚĂƐŐƌŽǁŶ “into one of the biggest 
dĂƚƚŽŽƌĞǁƐŝŶƵƌŽƉĞǁŝƚŚ ? ?ƌƚŝƐƚƐĐŽǀĞƌŝŶŐĂůůƚĂƚƚŽŽƐƚǇůĞƐ ? ?^<ŚŝŵƐĞůĨŝƐƌĞĐŽŐŶŝǌĞĚ
ĂƐ ƐŽŵĞŽŶĞ ǁŚŽ  “ƐƚĂŶĚƐ ƐƚƌŽŶŐ ŝŶ ƚŚĞ ŐůŽďĂů ƚĂƚƚŽŽ ĐŽŵŵƵŶŝƚǇ ?
http://www.saketattoo.com/about-us/. At the 8th Athens Tattoo Convention, we are told 
ƚŚĂƚ  “^ĂŬĞ dĂƚƚŽŽ ƌĞǁ ǁĂƐ ƚŚĞƌĞ ǁŝƚŚ Ă ŵĂƐƐŝǀĞ ƉƌĞƐĞŶĐĞ ? ŐƌĂďďŝŶŐ  ? ǁĂƌĚƐ ĂŶĚ KƌŐĞ
ǁŝŶŶŝŶŐ ƚŚĞ ĞƐƚ ŽĨ ^ŚŽǁ ĨŽƌ  ? ? ? ? ?  ?http://www.saketattoo.com/blog/ ).In an online 
interview, STC artist KyƌŝĂŬŽƐƐĂǇƐŚĞƚŚŝŶŬƐĂĨƚĞƌƚĞŶǇĞĂƌƐŝŶǀŽůǀĞŵĞŶƚ ?ŚĞ ?ƐĂĐŚŝĞǀŝŶŐŚŝƐ
goals, because he was the first person in Europe to develop the watercolour style, because 
he organizes the very successful Athens Tattoo Convention, because he works for the 
biggest tattoo parlour in Greece, and because everyone whose work he admired when he 
first started out, in Greece and internationally, have become his friends 3 Note how KyƌŝĂŬŽƐ ?
definition of success incorporates artistic innovation and aesthetic achievement, as well as 
the creation of large scale collaborative projects, and the social and symbolic capital that he 
finds within the tattoo community. There is, notably, and once again, no mention of 
economic capital, nor the financial rewards of success.   
 
Economic Capital 
Scant reference is made within the dataset to economic capital, and where it is alluded to, 
its role is derided or downplayed. Vodka Juniors refuse to accept money for their music, in 
an outright rĞũĞĐƚŝŽŶŽĨƚŚĞ  “ŶŽƌŵƐ ?ŽĨthe mainstream music industry. Their aim with the 
Kickstarter funding for their new album was to raise half the finances from their community 
ŽĨĨƌŝĞŶĚƐ ?ƚŚĞƌĞŵĂŝŶĚĞƌĐŽŵŝŶŐĨƌŽŵƚŚĞďĂŶĚ ?ƐŽǁŶƐĂǀŝŶŐƐ ?ĨƌŽŵƚŚĞŝƌ “ĚĂǇũŽďƐ ? ? ?Ɛo as 
                                                 
3 http://www.artlook.gr/index.php/life/looked-inspire/103-
%CE%BA%CF%85%CF%81%CE%B9%CE%B1%CE%BA%CE%BF%CF%83-tattoo-artist.html . My 
translation from the original Greek. 
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to engage them still more fully in the process. Although specific Kickstarter rewards were 
indeed tied into the donation of specific sums of money, the band then routinely opened up 
ƌĞǁĂƌĚ ĞǆƉĞƌŝĞŶĐĞƐ ĂŶĚ ĂƌƚŝĨĂĐƚƐ ƚŽ  “ĨĂŵŝůǇ ? ǁŚŽ ůĂĐŬĞĚ ƚŚĞ ĨŝŶĂŶĐŝĂů resources to 
participate, but wanted to be involved in the project. Again, the tie between economic 
ĐĂƉŝƚĂů ? ĂŶĚ Ă  “ƌĞƚƵƌŶ ? ƚŽ  “ĐƵƐƚŽŵĞƌƐ ? ǁĂƐ ĚĞůŝďĞƌĂƚĞůǇ ĨůŽƵƚĞĚ ? Ɛ Ă  ?ŵŝŶŽƌ ? ĞĐŽŶŽŵŝĐ
donor (and friend), I received a T shirt, and a special poster with my name included in their 
list of donors. As an impoverished, but guitar-playing, student, my son was warmly invited to 
spend a day in the recording studio with the band.  
 
^ůƵƚ ?ƐEŝŬŽƐ ?ĂƐǁĞŚĂǀĞĂůƌĞĂĚǇƐĞĞŶ ?ƌŽƵƚŝŶĞůǇĐŚŽƐĞƚŽƐĞůůĐƵƐƚŽŵĞƌƐĐŚĞĂƉĞƌďŽards than 
they originally asked for, preferring to build social capital (in the form of trusting 
ƌĞůĂƚŝŽŶƐŚŝƉƐ ?ĂŶĚƐǇŵďŽůŝĐĐĂƉŝƚĂů  ?ǁŝĚĞƐƉƌĞĂĚƌĞĐŽŐŶŝƚŝŽŶŽĨ^ůƵƚ ?ƐŚŽŶĞƐƚǇĂŶĚŝŶƚĞŐƌŝƚǇ ?
than garner immediate economic returns. dŚĞsŽƵůŐĂƌŝƐďƌŽƚŚĞƌƐ ?Ɛŵall chain of board shops 
ĞŶũŽǇĞĚƐƵďƐƚĂŶƚŝĂůĨŝŶĂŶĐŝĂůƐƵĐĐĞƐƐ ?ĂƚƚŚĞƉĞĂŬŽĨƐŬĂƚĞďŽĂƌĚŝŶŐ ?ƐĨĂƐŚŝŽŶĐǇĐůĞ ?ĂŶĚƉƌŝŽƌ
to the economic crisis ? ĂůƚŚŽƵŐŚ EŝŬŽƐ ŵĂŝŶƚĂŝŶƐ  “ǇŽƵ ŬŶŽǁ ? ĂŶǇŽŶĞ ǁŚŽ ƚŚŝŶŬƐ ƚŚĞǇ ?ƌĞ
going to get rich  W forget it.; we have three shoƉƐ ?ĂŶĚǁĞ ?ƌĞŶŽƚƌŝĐŚ ?. The brothers invested 
their retained earnings in the business, on repaying loans, and on purchasing new 
ĐŽŵŵĞƌĐŝĂůƉƌŽƉĞƌƚǇ ?zĞƚ ?ŝŶŚŝŶĚƐŝŐŚƚ ?EŝŬŽƐƌĞŐƌĞƚƐƚŚĞƐĞ “ŵĂŝŶƐƚƌĞĂŵ ?ĞĐŽŶŽŵŝĐĐĂƉŝƚĂů
practices:  
 
 “/ ?Ě ĂĚǀŝƐĞ ? ĂŶǇŽŶĞ ǁŚŽasks, tell them that whatever money they make, they spend it 
ƐƚƌĂŝŐŚƚĂǁĂǇ ?tĞŵĂĚĞƉƵƌĐŚĂƐĞƐ ?ǁĞƚŽŽŬĂĐƚŝŽŶ ?ĂŶĚ/ŵŝŐŚƚƉƌĞĨĞƌŶŽǁƚŽŚĂǀĞƚƵƌŶĞĚ
ƚŚĞŵŽŶĞǇŝŶƚŽĂďŽĂƚ ? ?
 
Overall, then, very little mention was made in the dataset of economic capital, and where it 
ǁĂƐŝŶǀŽŬĞĚ ?ƉĂƌƚŝĐŝƉĂŶƚƐƌĞũĞĐƚĞĚƚŚĞ “ŵĂŝŶƐƚƌĞĂŵ ?ƉĞƌƐƉĞĐƚŝǀĞŽŶĞĐŽŶŽŵŝĐĐĂƉŝƚĂůĂƐƚŚĞ
ĐŽƌĞŽďũĞĐƚŝǀĞŽĨ ƚŚĞǀĞŶƚƵƌĞ ?ĂƐ ƚŚĞŵĂŝŶŵĞĂŶƐŽĨĞǆĐŚĂŶŐĞǁŝƚŚ  “ĐƵƐƚŽŵĞƌƐ ? ?ĂŶĚĂƐĂ
source of future growth for the enterprise. And, yet, as Pret et. al. point out, mainstream 
entrepreneurship literature has long suggested that  “ĞĐŽŶŽŵŝĐĐĂƉŝƚĂů ŝƐƉĞƌŚĂƉƐƚŚĞŵŽƐƚ
critical asset for small firms, as the availability of and access to financial resources can 
ĚŝƌĞĐƚůǇ ŝŶĨůƵĞŶĐĞ Ă Ĩŝƌŵ ?ƐĐŚĂŶĐĞƐ ĨŽƌ ƐƵƌǀŝǀĂl and success (2014, 6; see also Brinckmann, 
Salomo, & Gemuenden, 2011; Winborg & Landström, 2001). How can we explain this 
mismatch between data and (orthodox) theory? 
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Bourdieu points out  “ƚŚĞƐŽĐŝĂůůǇĐŽŶƐƚƌƵĐƚĞĚĂŶĚŚĞŶĐĞĂƌďŝƚƌĂƌǇĂŶĚĂƌƚŝĨŝĐŝĂůĐŚĂƌĂcter of 
ŝŶǀĞƐƚŵĞŶƚŝŶƚŚĞĞĐŽŶŽŵŝĐŐĂŵĞ ?(2005, p. 10). Reviewing the literature on forms of capital 
ŝŶĞŶƚƌĞƉƌĞŶĞƵƌƐŚŝƉ ?WƌĞƚĞƚĂů ? ? ? ? ? ? ? ? “suggest that entrepreneurship, as a discipline, has 
perhaps also been guilty of subscribing in an unexamined way to the paramount importance 
ŽĨĞĐŽŶŽŵŝĐƐƚĂŬĞƐ ? ?Our study of craft entrepreneurs found economic capital to be by far 
ƚŚĞůĞĂƐƚƐŝŐŶŝĨŝĐĂŶƚŽĨŽƵƌĚŝĞƵ ?ƐĨŽƵƌĨŽƌŵƐ ?ǁŚĞƚŚĞƌĐŽŶƐŝĚĞƌĞĚĂƐĂŵŽƚŝǀĂƚŝŶŐĨŽƌĐĞĨŽƌ
founding, a resource to be converted into other capital forms, or a desired and pursued 
ŽƵƚĐŽŵĞ ?tĞŶŽƚĞ ?ƚŽŽ ?:ĂǇĂǁĂƌŶĂĞƚĂů ?ƐƌĞůĂƚĞĚĨŝŶĚŝŶŐƚŚĂƚĞŶƚƌĞƉƌĞŶĞƵƌƐǁŝƚŚĂƐƚƌŽŶŐůǇ
ŵĂƚĞƌŝĂůďĞŶƚƚĞŶĚƚŽďĞ “ƚŚĞƐƚĞƌĞŽƚǇƉĞĚ ?ŐĞŶĚĞƌĞĚǀŝĞǁŽĨƚŚĞŵĂƐĐƵůŝŶĞĞŶƚƌĞƉƌĞŶĞƵƌŝĂů
ŚĞƌŽ ?(2013, 47). The present ƐƚƵĚǇƉƌŽǀŝĚĞƐƐƚŝůůŵŽƌĞĞǀŝĚĞŶĐĞ “that it is therefore time to 
question, if not entirely abandon, assumptions about the primacy of economic capital for 
the majority of entrepreneurs and of its role in core daily processes ? ?WƌĞƚĞƚĂů ? ? ? ? ? ? ? ? ? ?
To subscribe to this over-economic view of entrepreneurship is to tacitly buy in to neo-
classical social constructions as to the nature of organizational worlds. It is to allow the 
heroic individualized profit-seeking entrepreneurial archetype a dominance which seems 
increasingly untenable, on empirical grounds. It is also to close off potentially far more 
interesting avenues of entrepreneurship research which give prominence to the role of 
social capital  W admittedly very well studied in the past two decades  W cultural capital and 
symbolic capital. 
 
 
 
 
 
 
 
